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SUMMARY

This report concerns a reseah project undertaken to fulfill the

dissertation requirement for a doctoral degree. The dissertation was

submitted to the Eastman School of Music in Rochester, New York, and it

is entitled Macroform in Selected Twentieth-22E11g Piano Concertos.

The dissertation presents a formal analysis of all the movements within

thirty-three selected piano concertos of the twentieth century, with

twenty-six composers represented. The following concertos are included:

Barber, Bartok (First, Second, and Third), Britten, Chavez, Copland,

von Einem) Gershwin_ Ginastera, Haieff, Hanson, Helm (Second), Kabalev-

sky (Third), Khachaturian, La Mo7ataine, G.F. Malipiero (Third), Martina

(Third), McPhee (For Piano and Wind Octette), Menotti, Pijper, Poulenc, .

Prokofiev (7irst, Second, Third, and Fifth), Ravel (G major), Rawsthorne

(Second), Schoenberg, Shostakovich (First and Second), Stravinsky

(Capriccio and Concerto for Piano and Wind Instrumentb). There arc pub-

lished scores (orchestral or two-piano arrangement) for each one, and

each concerto has been commercially recorded on disc.

The dissertation presents in chart form detailed analyses of each

of the movements of the concertos. This report includes a detailed

analysis of the Barber Concerto as an example of the procedure used

(Appendix A); condensations of the analyses of all of the concertos

showing their major formal divisions also appear in this report (Ap-

pendix B).

The analyses in the dissertation concern the large, over-all or

"macro" form of the movements as determined by the statement and stibse-

quent use of the main thematic elements. After these elements had been

located, they were arbitrarily labeled (with a number, or letter, or

combination of both) and the labels listed vertically on a page, along

with an identifying measure number and a brief explanatory statement.

On the basis of aural impression, the thematic elements were then grouped

into sections and the structure resulting from the sectioning was usually

identified with a formal prototype such as "sonata-allegro," "rt...,do,"

"ternary," etc. Some movements did dhow some modifications of these de-

signs, and some movements were labeled "free, sectional" when there was

extensive departure from standard patterns. The thematic elements them-

selves range from brief figures, through motives, to longer, lyric

phrases; they are quoted in musical notation on a separate page fol-

lowing the chart of each movement. Following the charts of each concerto,

a commentary includes information regarding formal modifications or ir-

regularities, thematic unifying devices, and characteristics of the har-

monic and melodic style.

While the main purpose of the dissertation was to present the series

of analyses as a reference source, three main conclusions were reached.

The first was that the concept of accepting thematic statements and uses

as the determinant of the large, aver-all form proved valid for this

particular choice of literature. Second, while various styles and formal
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modifications were encountered, the majority of the movements were classi-

fied according to one of the formal prototypes of the Classical-Romantic

period (18th and 19th centuries), showing a rather marked indebtedness to

pre-existing formal traditions. Third, no correlation between harmonic

style and form was in evidence--that is, a more dissonant style was not

necessarily associated with an unusual formal arrangement, or conversely,

a more traditional style was not necessarily associated with an adherence

to stricter classical form-is; many combinations aid mixtures were found.

Characteristics peculiar to the classical concerto include the use

of three movements, the cadenza for the solo instrument, and the "double

exposition" in the opening sonata-allegro movement. In these 20th cen-

tury concertos, twenty-two of the thirty-three have three movcments (the

others have from one to five); twenty-one contain cadenzas (five of

which-have them in two movements); however, there are no concertos

containing a movement in sonata-allegro form with a double exposition.

Other common and less common elements are discussed in the section

on Findings. Then, appearing as Appendix CI each movement of all the

concertos is contained in a listing according to the following categor-

ies: sonata-allegro, ternary (A B A), three-part (not strict A B A),

five-part rondo, seven-part rondo, theme and variations, A A B, two-

part or binary, five-part but not rondo, unipartite, and free, sectional

dasigns. .Cadenzas, cyclicism, and concertos with other than three move-

ments also are enumerated.
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INTRODUCTION

One of the intriguing aspects of art is the reason for its appeal

to man--what are the elements contributing to its beauty? One generally

accepted theorem is that beauty in art is the result of a balance be-

tween unity and variety. It is often difficult to be very specific about

the elements of art and their use as devices of unity or variety, especially

in music, which is the most abstract of the arts. Nevertheless, in the

past, certain techniques of analysis have been accepted as being meaning-

ful and relevant to the understanding of a work of music.

These techniques include describing the over-all form of each move-

ment of a work (that is describing the ordering of the thematic material

and key centers) and searching for balancing similarities or differences

in the thematic material (that is seeking common elements of length,

shape, key, motives, rhythmic devices, and any other bharacteristics pe-

culiar to the themes of a work).

During the late lath century and during the 19th century, composers

limited the possibilities of ordering the thematic material to a certain

few generally accepted formal prototypes, given such names as "sonata-

allegro," "three-part," "rondc," or "theme aid variations," and these

forms were employed in the concerto literature as well as in purely sym-

phonic music and in chamber music. Due to the presence of the solo in-

strument, the concerto, besides exhibiting the aforementioned forms, also

acquired some other standardizations peculiar to it, such as the,"double

exposition" modification of the sonata-allegro form, and the use of a

"cadenza."

The purposes of this research project are: 1) to provide a reference

source of information regarding the large, over-all or "macro" form of

all the movements within thirty-three selected piano concertos of the

20th century, and 2) to determine the influence of pre-existing formal

prototypes and practices on 20th century composers of concertos. Also,

elements of the harmonic style were taken into consideration to see if

there might have been a relationship between style and form.

The macroform was determined by the statements and subsequent order-

ing and use of the thematic materials, and this over-all formal pattern

was schematically represented by means of a diagram for each movement.

Twentieth century freedoms in key relationships and more dissonant harmonic

styles have diminished the importance of tonality as a determinant of form,

but tonalities have been considered, where possible.

It is often difficult to comprehend an over-all pattern of themes

when one listens to or looks at a piece of music. The author has found

the type of diagram in the book by Moore and Heger entitled The Sm21......zion

and the S ymphonic Poem to be very helpful in giving an overview, of a

movement1 This particular format has thus been used in the dissertation.

lEarl V. Moore and Theodore E. Heger, The Symphony and the ..S.n&E.A.s Poem

(Third revised edition; Ann Arbor, 1971).
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It enables the reader to trace, usually on a single page, the form-

determining thematic elements of a movement without getting involved

in complex, and often confusing, paragraphs of descriptions. The dis-

sertation, then, presents in a factual, diagrammatic manner the them-

atic occurrences and formal divisions of each movement of the selected

concertos. In addition to the form charts with accompanying thematic

illustrations, there is a commentary for each concerto which includes

information regarding formal modifications or irregularities, thematic

unifying devices, and characteristics of the harmonic and melodic style.

A concluding chapter summarizes and codifies some of the common and

some of the less usual elements encountered in the study.

Twentieth century piano concertos were chosen because the author

wished to see how 20th century composers treated an established, multi -

movement form for a specific ensemble, and because the author has a

particular liking for this genre.

A few rather arbitrary criteria served as the basis for making

selections of works. First, the music had to be publlshed, but either-

the score or the two-piano arrangement was acceptable. It was also

decided that a logical continuation of the idea of. availability was to

include only concertos which had been commercially recorded, since

those persons interested in the analyses presumably would want to be

able to hear the work. However, this did eliminate concertos by sever-

al prominent composers, including Blacher, Dallapiccola, Foss, Henze,

Hindemith, Maderna, Persichetti,I4. Schuman, and Sessions. Only works

for a single piano soloist were considered, and none for the left hand

alone was included. The selection was limited to works specifically

entitled "concerto," with Stravinsky,s Capriccio being the one excep-

tion. The athematic, complex style of Elliott Carter seemed to render

meaningless any attempt to describe his recent concerto in terms of

the theme-oriented form charts of this study. Besides those concertos

which have standard.gymphonic instrumentation (with minor differences

in the woodwinds, brass, and percussion) the McPhee is scored for a

wind octette, the Shostakovich First is for strings and solo trumpet,

the Stravinsky Concerto is for wind ensemble, and the Stravinsky

Capriccio has an added string concertino. All things considered, ther.,

concertos in this study show a broad representation of nationalities,

of musical styles, and of chronological periods within the century.



METHODS

In the dissertation, the charts of the concertos are arranged

alphabetically by composer. Information regarding the date of the

composition and the first performance appears at the top of the form

chart for the first movement of each concerto.

The suggested name of the form for a movement appears as the title

above each form diagram. Standard form names are used when possfble;

other times it is necessary to oualify a form with "modified" or "ouasi"

or to use another description. Irregularities in the form or diffi-

culties in classification are discussed in the commentary following the

chart of the last movement of each work. Common terms include ternary

(A B A), sonata-allegro (exposition, development, recapitulation), five-

part rondo (generallyABACA), and seven-part rondo. "Three-part" is

sometimes used as a label rather than "ternary" in Ithich case there may

not be thematic contrast:between the first two parts'or ther may not be

a return of previous material following a digression. Sometimes there is

more than one possible interpretation or grouping of themes, so that al-

ternatives are occasionally given or discussed. It is not the purpose of

this thesis to declare unequivocally that each movement must be identi-

fied with a formal prototype. The forms offered seem to the author to be

the most likely interpretation of the thematic ordering.

The charts appear in a special, small-sized type, enabling most of

them to be contained on a single page. Following is a description of the

material included on a form chart, an example of which appears as Appen-

ax A in this report (Appendix B is a condensation of the diagrams of

all the concertos, showing the main formal divisions of each movement).

Beginning at the left margin of the form charts, certain material

is delegated to the following specific columns: Form column, Rehearsal

number, Measure number, kb Theme, and Brlef statement. These will be

explained in turn:

Form column: This contains labels (lettered vertically) for the

main sections of a movement, primarily those alluded to in the form

title. A solid line cutting the column occurs at the major formal

divisions. In the case of sonata-allegro design, two form columns are,.

used, the second one showing the interior divisions within the exposi-

tion and recapitulation. Sometimes a short line or a dotted line is

used to show minor breaks within a section. The number in parentheses

following a section label gives the number of measures in that section.

Rehearsal number: In many of the scores, the measures are not num-

bered; therefore, in those cases, a column listing rehearsal numbers is

included and a specific rehearsal number is listed when it helps to lo-

cate a thematic occurrence. The letter "R" appears at the top of this

column.



Measure number: Each acknowledgment of a theme or of an important

juncture is identified by measure number. The measures are numbered

continuously for the entire movement. This column is labeled "m."

Key: A column for key center is used, where applicable. In

some styles, key centers are practically non-existent, or very nebulous,

in which case they are not listed. When they are indicated, it does not

mean that the Whole section remains in that key, but only thnt at or

near the inception of the particular item under consideration, a key

center is in evidence. In this column, capital letters indicate major

or major-type keys; lower-case letters, minor or minor-type keys. The

column is labeled "K."

Theme: The major ideas are labeled with numbers (or letters) so

that recurrences are readily apparent. These thematic labels are always

placed in parentheses. An underline indicates the idea is in the piano.

The labels are quite arbitrary, and the numbers do not indicate apy-

thing in themselves; that is, a (1) Is not necessari4 a "main theme"

or a (2) a "second" or "subordinate theme." The only*methods for differ-

entiating the status of material are the following:

(1) A letter such as (a) or (b) may be used for a motive (a melodic

idea consisting of a few to several notes) preceding a longer melodic

statement which will receie a number.

(2) Similarly, a letter such as (x) or (y) may be used for a

figure (a brief melodic idea corsisting of only a few notes).

(3) A set of numbers and letters such as (2a) and (2b) shows two

rather proximate parts of the same longer melodic material.

(4) A number and a letter such as (2x) or (2y) indicate a musical

figure occurring as a part of, or as an outgrawth of, a longer melodic

statement.

With some movements, these methods of status differentiation by

letter did not seem necessary; therefore, only thematic numbers were

used. Due to the nature of music, it is impossible to be completely

faithful to such categories, and moreover it was sometimes difficult to

decide if a particular musical thought, when compared to others in the

same movement, merited a nuMber, or a letter, or perhaps neither. While

it is true then that the actual assignment of theme numbers and letters

was arbitrary and in some cases open to debate, it is hoped that the

appearances and ordering of these numbers successfully fulfill the pur-

pose of clearly showing the main thematic occurrences and relationships

within a movement.

On a separate page following each form diagram, the labeled themes

are listed in musical notation.

Brief statement: Each thematic entry is followed by a descriptive.

phrase or two concerning the identified theme ot the nature of the
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thematic continuation. Remarks on derivations of ideas or relationships
to other themes are also included.

Following the form charts and thematic illustrations for each con-
certo, there is a commentary in paragraph form which discusses each
movement separately and also the concerto as a whole. Consideration of
modifications or irregularities of forms is included in these conmen-
taries. Since the author was interested in exploring unifying devices
in the works--especially regarding themes--factors of motivic inter-
relationship, thematic transformation, and cyclicism were given atten-
tion. Also, it was felt that a few comments on the characteristics of.
the style would be helpful in determining a possible correlation be-
tween style and form.



RESULTS AND FINDINGS

When this study was undertaken, it was not presumed that the pro-

posed analytical approach would be applicable or would show significant

results for all the works to be considered. As it turr,ed out, however,

the concept of formal analysis based on thematic appearances indeed

proved to be the most valid for this particular choice of literature.

The specific technique was to select the main thematic elements based

on the importance of initial inceptions and subsequent reappearances,
and, having done so and having listed their ordering, then to determine

the most logical groupings of these elements. Aural impressiow
strongly influenced the choices. In the majority of cases, it was

found that the resulting structure suggested a macroform that was based

on or was similar to one of the standardized classical forms.

According to each composer's own charocteristics of style, these

"thematic" elements are not necessarily lyric tunes, but range from

fi:Ilres of a few notes, through motives of several notes, to melodic

ideas of phrase length. While they are mostly melodic, occasionally a
chord structure, a harmonic progression, or a rhythmic motive assumes

the role of one of these form-determining "thematic" elements.

Music of course is in a constant state of evolution, and While this

study points up a continuation of many formal traditions from the

eighteenth and nineteenth centuries, differences al 1 changes also must

be considered. It was necessary, for instance, to qualify the forms of

several movements with the word "modified" or to describe some movements

as "free, sectional" design, but then, even in the Classical and Roman-

tic periods there was often considerable individual deviation from es-

tablished forms.

The importance of key centers and certain key center orderings, as

well as stereotyped cadences, phrase lengths, and rhythmic structures,

has diminished in the music of this century to the point where in many

instances these elements can no longer be considered as form determi-

nants. On the other hand, a practice that seems to be gaining favor is

the autogenetic process wherein material seems to grow and develop from

that which immediately precedes it in an ever-changing pattern; this .

was in evidence in some of the concertos.

Thematic statements and orderings may or may not be traveling the

route of cultural extinction. Present-day evidence of athematic tech-

nioues in avant-garde, electronic, and chance compositions maybe

pointing to the thematic demise. It will take several more years,

however, before this trend can be more surely recognized, because the

elimination of form-determining thematic occurrences presents very

serious and difficult prdblems in aesthetic coherence and meaningful-

ness. For the selections under consideration in this study, thematic

statement and ordering proved to be the most viable form determinant.



Thematic unifying devices were found to be an important part of
many of the concertos. Some are rather overt, such as cyclic returns
of themes appearing in previous movements of a work. Many devices are
more subtle, however, being based on similarities between themes re.
garding such characteristics as figures, contours, intervals, rhythms,
and climax points. While some styles include a rather wide variety and
succession of themes, many are based on the classic principle of making
the most economical use of a limited amount of material.

Compositional idioms were given some consideration in the study in
order that relationships between styles and forms might have been seen.
The conclusion was reached that such correlations are not valid--that is,
a more dissonant style is not necessarily associated with an unusual
formal arrangement, or conversely, a more traditional style is not
necessarily associated with an adherence to stricter classical forms.
Rather, many combinations and mixtures were found. For instance, the
concertos by Hanson and Kabalevsky are in a rather conservative harmonic
style and show rather traditional formal arrangements; the concertos by
Gershwin and Martinil are also in a more traditional, tertian idiom but
formally are not very traditional. The Bartok First and Second con-
certos show a relatively advanced, dissonant idiom, but are quite tra-
ditional formally, and the concertos by Ch5.vez, Ginastera, and Schoen-
berg are in a dissonant idiom and also show highly individualistic
formal treatment. Another group shows an admixture in both areas, com-
bining aspects of traditional and less traditional practices in both
harmonic idiom and form. This group would include the works by Britten*
Prokofiev, and Stravinsky.

Twenty-one of the concertos exhibit the classical practice of
three-movements fast-slow-fast over-all form. The Haieff, also in
three movements, has a slow-fast-fast scheme. Of the remaining eleven,
three have one movement (Pijper, Prokofiev First, and Schoenberg) and
the Copland has two movements. Those with four movements (usually a
scherzo is the added second movement) include the Britten, Ginastera,
Hanson, Prokofiev Second, Rawsthorne, and Shostakovich First, while the
Prokofiev Fifth has five movements. Counting four movements for the r

Schoenberg because of interior divisions, the thirty-three concertos
have a total of 103 movements. With the exception of the Pijper and
the Poulenc, all of the concertos end climactically.

Twenty-nine movements are classified as sonata-allegro, but the
majority of them do have some oualifying modifications. Twenty of the

first movements are in sonata-allegro form, and there are four second
movements, four third movements, and one fourth movement in this form.
While some works have introductions, there was no evidence of a "dou-

ble exposition."

Nineteen of the second movements are either ternary (A B A) or

three-part (not strict A B A). Five-part rondo designs are identified
in nine movements, and seven-part rondo in five, with most of them

being concluding movements. Only four movements employ theme and

variation technique. Fifteen movements are classified as "free, sec-
tional" rather than being included in any of the other categories,
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due to certain characteristics peculiar respectively to those movements.

Cadenzas appear in twenty-one of the concertos; five have them in

two movements. They are all written out by the composers. Lengths vary

widely, from quite short to rather extensive. Purpose and placement also

differ, with some being a more integral part of the form while others

remain in the tradition of technical display. Fourteen of the cadenzas

are in first movements. Of course, there are many places for the solo

piano (where there is no orchestral accompaniment) which do not have the

aura of a cadenza.

Cyclicism (use of the same theme in more than one movement) is

quite prominent in many of the concertos, and is especially noticeable

in last movements.

Although each concerto contains individualistic contributions,

some of the more noteworthy features in the group,under consideration

are the following: continuance from one movement to the next with

little cr no pause (Bartok First, movements II to 1112 Bartok Third,

movements II to III, Chavez, movements I to II and II to III, Copland,

movements I to II, and Helm, movements II to III); continuous, non -

cadential style in a long, uniquely-formed movement (Chavez, movement

I); influence of jazz or "popular" music (Copland and Gershwin);

cadenza at the very beginning (Ginastera); concerto in one movement

(Pijper and Prokofiev First), in two movements (Copland), and in five

movements (Prokofiev Fifth); movement III as a short fantasia between

II and IV (Shostakovich First); serial technique (Schoenberg and

Ginastera); unusual instrumental ensembles (wind octette in McPhee,

string orchestra and solo trumpet in Shostakovich First, wind ensemble

in Stravinsky Concerto, and added string concertino in Stravinsky

Capriccio).

To conclude, then, the dissertation has presented formal analyses

of each of the movements of the concertos, and the study has shown the

validity of tracing thematic statements and occurrences to determine

formal structures, and has shown that even among the various styles and

formal innovations encountered, there is a strong adherence to classical

formal practices regarding thematic usage and ordering.

Lists of all the movements according to their assigned formal types

appear as Appendix C. Also included is a listing of the appearances and

placements of cadenzas, the occurrences of cyclicism, and of those con-
,

certos with other than three movements.
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CONCLUSIONS

The research carried out inithis project yielded three major con-

clusions:

First; in the particular group of 20th century concertos under

consideration, it was indeed possible to select and label the respective

thematic elements, with the order of said elements becoming the basis

on which the large, over-ail formal plan of a movement is determined.

This does not imply that all 20th century works or even all 20th century

concertos can be analyzed on this basis, but since many prominent com-

posers are represented in this study, it seems safe to assume that a

majority of 20th century works (at least up to 1960) would show a depen-

dence upon thematic statements and use as the aver-all formal determi-

nant. (Neither does it imply that it will always be so; current prac-

tices in avant-garde, chance, and electronic compositions seem to be

replacing recurrent thematic statements with other form-determining

factors). Beyond the statements and use of the thematic material as the

determinant of the macroform, practically all the compositions exhibited

some common elements among the themes which served as unifying factors

within a work.

Second; since it was possible to classify most of the movements

according to one of the pre-existing formal prototypes of the 18th and

19th centuries, there was no doubt that the majority of the composers

of the concertos consciously employed time-tested plans of musical

formal coherence. Nevertheless, it is necessary to add that within the

framework of these standard formal schemes, there was a great amount of

individualistic variety and modification. Also, fifteen of the total

103 movements were classified as "free, sectional" design because their

particular thematic ordering did not qualify them for inclusion in one of

the standard fornal categories.

Third; no correlation between harmonic style and formal practices

was in evidence, so that a more dissonant style did not necessarily have

an unusual formal arrangement nor was a more traditional style necessarily

associated with an adherence to stricter classical forms. Many combina-

tions and mixtures were found.

Two pedagogical applications emerge from the study. First, the

availability of this type of chart alalysis will help a student appre-

ciate, in a minimum amount of time, the formal structure of a given move-

ment. Second, having a student work out such a chart analysis for himself

will greatly enhance his understanding of and appreciation for the formal

designs in a given composition.
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APPENDli A

PIANO CONCERTO, OP. 38 SAMUEL BARBER (b. 1910)

Composed in 1962. First performed on September 24, 1962; Soloist was John

Browning, with the Boston Symphony under Erich Leinsdorf, at the opening week

of the Lincoln Center for the Performing Arts, Philharmonic Hall, New York.

m. K.

MVMT. I. SONATA-ALLEGRO DESIGN

o.
FA 01
4J
11 "

*(abc) ALLEGRO APPASSIONATO. Introductory section consists of the use oi

three motives, all announced in the piano. Motive (b) is at m. 4,
motive (c) is heard at m. 7. Starting at m. 16, punctuating chords in tli

orchestra and a piano arpeggio based on (b) lead to the main theme.
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v4
03

4
E-4

..'l 4+

20

35

44

e

g#

c#

(1) MU MOSSO: Orchestra states main theme. Accompaniment pattern

derived from theme.
(1) A more expressive statement of the theme in the piano. Second

phrase taken over by orchestra in m. 39 W., as piano gets figuration.

(1) The head motive is used in both the piano and Orchestra in developments

style.
(a) First motive, at different levels, begins transition, as piano drops out.

(b) In dotted pattern, derived from arpeggio of m. 11e

(c) Leads to subordinate theme.orl
4.)

CA

o
04
>4

"LI

C-'

6
7+
8

59
70
73.

.0
H
0
44

El

8
.0o
v)

9

10

11

11+
1 1+

79
87
95
97
98

g#
g#

(2) First statement of the lyrical theme in the oboe.
(2) Sung again in the strings, accompanied by its own diminution.

(a) In diminution in imitative entries in the winds.

(b) The dotted-pattern arpeggio from m. 70.

(c) In diminution in the winds, over a drum roll, leads to pause
preceding the development. (Piano tacet since rn. 59. )
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.-,o
......
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q
a)

E
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12
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13
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16+

17+
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18+

19+

21+

101

Mays

108
114

133

143
145
149
160

179

=1 imml

(b) DOPPIO MOSSO. Motive in orchestra, with punctuating piano chords

then piano arpeggiation.
Maw olmw .mM

the pianochordally in the orchestra. Motive (a) at m. 112._In
(b) Imitative entries of (b) in piano and orchestra; added piano figuration.

(a) To the accompaniment, based on (b) in piano and orchestral tremolo
motive (a) is given several statements in the orchestra.

ibl _In dotted pattern, from m. 70.

(c) In imitative entries.
lal Inverted statements of (a); .then dissolution from m. 155-159.

(b) Use of tritone, in diads and triads in piano and orchestra, starts a

build-up.
(a) Statements in orchestra, to continuing figuration based on (b) in the pian

Climaxes at m. 186 on c e fil e a# chord.

ct
t4
o
a)
Ts
ca

U

22 186
187
195
201

Bravura Cadenza. Starts with contrary motion sixteenth-note sweep.

(1) Head motive of main theme given motivic treatment.
Pattern from m. 54 appears briefly.
Concludes with rising scale; almost chromatic, but omits notes in
successive fourth relation (no ej I., sl., g, s, etc. )

(Continued)

*An underlined entry indicates that the idea is in the piano.
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MVMT. I. SONATA-ALLEGRO DESIGN

(Continued)

SAMUEL BARBER
PIANO CONCERTO, Op. 38
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ct

23
24+
25+

202
217
226

e
bb
eb

(1) Return of main theme, similar to mm. 20-34.
(1) Similar to exposition, but with change of key.
(1) Except for key, continues much the same as before, with some

modification and re-writing.
27 239 (a) Inverted, is used for shortened transition.

(2) Statement of subordinate theme given to piano here.
(2) Sudden shift of key. This is similar to second statement of this

theme in the exposition (m. 87) except for change of voice parts.
(a) In diminution, similar to m. 95, but m. 265 is new.

Dotted pattern in piano, cadencing on E-minor triad at m. 267.

.
pel
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.
40
tri

28
29

30
3(}1-

247k
255

263
266

bb
e

e
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30+

31

31+

31+

32

267

272

275

277

282

C

e

e

(2) Subordinate theme enters in horn, implying C major tonality, as
coda is elided with end of recapitulation as piano holds E-minor
triad.

(a) ALLEGRO MISTERIOSO. Start of final build-up with (a) in
orchestra, accompanied with sixteenth quintuplet related to (c)
or (b).
Arpeggiation featuring tritone (from (b) or (c)) in piano; tritone
tremolo in orchestra.

() E center is re-established, with diminution of (1) in piano and
orchestra.

(c) This motive used for final drive to tke cadence.

287

.7=
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SAMUEL BARBER
PIANO CONCERTO, OP. 38

MVMT. II. CANZONE. THREE-PART DESIGN
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10
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d

e
git

(1) MODERATO. The accompaniment (taken from the main theme)

starts in the first measure; the flute introduces the one-measure
motive that is the basis for the whole melody.

(1) Piano gets statement of theme.
(a)(h) New continuation features motive (a) in left hand (derived from (

of first movement) and motive (b) in right hand (derived from (b)

of first movement). Right hand in m. 13 is a further transformai

of (b).

-,,.
$.40
a,

Po
g
o
o
a)

an

2

4

16

17
18
22

26

d#
#
cif

c#

(1) In orchestra; beginning elided with cadence from m. 15 to m. 1(

(lj In piano.
(a)(b) Piano has (a), orchestra (b); Mm. 18-21 are simikr to mm. 12.-1

Mm. 22-25 resemble material from mm. 6-9, with piano imitati

orchestra after two beats.
(b) The modification of (b) frorn m. 13 in imitation in the strings

brings the section to a close and leads to return of (1).

oo
,--1

t
ra
a.
Po
.g

7

31

39
43
47

c#
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c#

(1) In piano, with thirty-second-note figuration. Figuration continues

and some parts are exchanged, but tune from mm. 31-42 repeats

mm. 2-15,
(a)(b) Similar to m. 12, but with (b) in orchestra instead of piano.

Mm. 43-46 resemble mm. 22-25.

(1) Two measures of (1) added as extension.

co

roo
U

8 49 cli (b) Similar to mm. 26-27; piano adds final imitative entry of (1)

to end the movement.
.
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5.



IL
11112 MoJerA

SAMUEL BARBER
PIANO CONCERTO, OP. 38

Copyright 1962 by G. Schirmer, Inc. Used by permission.

21



MVMT. Ifi. FIVE-PART RONDO DESIGN

SAMUEL BARBER
PIANO CONCERTO, Op. 38
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1
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37
42
51

60

71

bb

bb

bb
bb

bb

(a) ALLEGRO MOLTO. Chords in orchestra, identified as motive (a),

establish 5/8 meter. Piano enters with left hand ostinato at m. 6 1 .

(1) Forceful, exciting main theme in right hand, featuring secundal

simultaneities. Drives to climax at zn. 37.

(a) Piano has chordal motive.
(1) First eight measures of theme in lower brass; piano has its ostinato.

(1) Another inception of the head of the theme in the orchestra; piano

given thirty-second arpeggiation.
As orchestra continues five-note ostinato, piano treats material simila

to mm. 18-22.
(a) Returns; then descending secundal sixteenths in piano lead to next se

...
in
m
.......

al
g
o

.p.
.IJ
u
4)

v)

9

10

10+

77

79
87
95

100

ill

G

C

F

MENO MOSSO. Xylophone introduces 5-note ostinato (material is

5-note chromatic "cell").
(2) Clarinet states this theme, which also employs the 5-note chromatic c

(2) Piano has statement of theme, with ostinato continuing.

(2) Tune in trombone, as ostinato continues, but at another pitch leve

Violin has major-seventh leap obbligato; piano has sixteenth figural

based on chromatic cell with octave displacement.
Modification of tune in strings as piano figuration continues. Mate

dissolves into retransition.

in

7:4

u
("3

12

16

112

154

bb (1) TEMPO I. Rewritten return of the main theme material. Tune in

orchestra, ostinato in piano. Piano takes thematic material at m.

Builds to climax at m. 140 15 .

(a). Piano enters with treatment of (a) material, which leads to (3).

2.

o

v)

in
zt,

g
..2
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2
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cu
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18

20
22
24+

25

27

29+

170

187
201
220

229

248

273

D

D

F#

gb

d

(3) MENO MOSSO. Tertian chordal theme in winds. Downward first

phrase balanced by rising second phrase.

(3) Piano enters with triplet sixteenth embellishment, and tune in top voi

(3) Full orchestral statement of theme.

(3) Following a diminuendo, piano has chordal theme; in m. 223, the

chords are taken over by orchestra as piano adds figuration. Chorc

in piano at m. 226 lead to retransition.

(a) Material from the opening chords, and also from the main theme,

used to return to original tempo and mood: over pedal gb in timp

orshestra has chords and piano has secundal arpeggiation.

(1) PIU MOSSO DEL TEMPO I. Orchestra has entries of main theme I

successively higher levels, over d pedal; really a "false return."

Piano enters with violent polychords, reminiscent of the start of till

cadenza of the first movement.

(Continued)
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MVMT. III. FIVE-PART RONDO DESIGN

(Continued)

R. rn. K.

SAMUEL BARBER

PIANO CONCERTO, Op. 38
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321
329

bb
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G
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(1) A TEMPO. Following two measures of ostinato the main theme

enters in piano at m. 276, and the furious drive continues over

a pedal bb.
The piano breaks into glissandi, as orchestra has thematic figures.

(2)(a) The melodic pattern of (2) is combined with the opening chordal

material to carry the motion. Piano enters with this combined

idea in m. 311 34 .

(a) In piano, then in orchestra. .

(1) In orchestra, with secundal sixteenths in piano, builds to the

climactic, closing chords.

345
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COMMENTARY

SAIVEL BARBER
PIANO CONCERTO, OP. 38

I. The first movement of Barber's concerto exhibits rather sin-
gular treatment of sonata-allegro design. The theme following the three
opening motives is readily identified as the "main theme," yet the open-
ing section is by no means an isolated introduction since the motives
have continuing importance through the rest of the movement. They are
employed for the transition between the themes, and they constitute the
whole development section up to the cadenza; indeed, they are closely
related to each other and to the main themes.

As is the case in other concertos, the cadenza is the concluding
element of the development section; Barber bases his on the main theme.

The key pattern in the exposition and recapitulation also merits
attention. In each case, the second statement of the main themG (measures
35 and 217) is in the key in which the suboidinate theme later enters, so
there is key contrast within the main theme section as well as both unity
and contrast between the two thematic sections.

Barber's use of motivic material is classically economical,.as
through the movement most of the material of the respective voices is re-,
lated to one of the three opening motives, or to one of the two themes.

Motive (c) may be thought of as the catalystic element which uni-
fies the three primary motives. There is a strong similarity of contour
between motive (c) and the first measure of motive (a:). The tritone leap
is the obvious unifying factor between (c) and (b), but also to be noted
is that notes three, four, and five of (b) (d e a#) show the same inter-
vallic relationship as the head of (c) (d# eW b).

In comparing motive (a) with the main theme (1), one discovers that
the notes representing the high points of the successive upward figures of
(a) (e, d#, c#2 c-natural, and b) are reflected in the low points of the
'successive downwa7d figures of (i) (d#, d-natural, c#, c -natural, and b).

Finally, the initial ascending sixth, the triplet, and the descending
seventh unify motive (a) and the subordinate theme (2). This affinity=is
further substantiated by the fact that in both the exposition and the re-
capitulation, motive (a) immediately follows the statements of (2) and
gtves the effect of being a transformation or modification of (2). Themes
(1) and (2) are thus connected, not only by both being related to (a), but
also through the stress of the interval of the sixth at thet: beginnings,
which then expands to a minor seventh by the end of the initial phrase of
each theme.

The notes of motive (a) form a ten-note scale, with the minor third
g bb omitted. The notes of the first phrase c)2 the main theme (1) also
form a ten-note scale, lacking the minor third Z# - a. Successive intervals
in the scales of mottves (b) and (c) are, respectiviTy, 1-3-2-1-3-2 and

,



1-3-3-4-1, ooth starting on e. The sUbordinate theme employs all

twelve notes by the end of its fourth measure.

11. The slow second movement is an example of monothematic treat-

ment within a three-part framework. The divisions are based on the

strong cadences occurring at measures 15 to 16, and at 30 to 31, resul-

ting in the three balanced sections. Mutually exclusive treatment is
not meant to be implied, however, as procedures from the first section

occur in the second; also, material at the conclusion of the second
section returns at the conclusion of the third section.

This movement is based on one main motivic idea, labeled (1) on

the diagram. This appears as a one-measure element in 3/2 meter. Other

motives which are outgrowths of (1) appear, and the (a) and (b) motives,

modifications of (a) and (b) of the first movement, are used, with all

of these being one-measure ideas also, but in 4/4 meter.

As with both themes (1) and (2) of the first movement, the main

idea of this movement is accompanied by figuration taken from itself.

III. The last movement is a very clear five-part rondo. The tonic

center is B-flat minor, and, as Fontaine points out, this completes the

sequence E minor, C-sharp minor, and B-flat minor for the keys of the

movements, such outline of a diminished triad relating to the tritone

idea of motives (b) and (c) of the first movement.2 The keys of the sec-

tions of the last movement (13-flat minor, F-sharp minor, and D major)

outline the augmented triad, such outline being the head motive of the

main idea (1) of the first movement.

The themes of the last movement seem to emphasize contrasting ele-

ments. The main theme, With its long, gradual sweeping ascent and

secundal clashesds set into further relief by the narrow-range, chro-

matic second theme. Within the second theme, the motive in the second
measure is inverted for the third measure. The theme of the C section
(3) exhibits a larger range, but tertian harmony is its unique element,
and the phrase contours alternate descending and ascending progressions.
The initial chordal motive (a) shows a relationship to theme (2) because

.of the alternating chromaticism.

Barber's style remains quite faithful to sense of key center and

use of tertian harmonic material. There is nonsiderable contrapuntal
interest in this concerto. Moderating harmonic elements are the avoidance
of common root movement patterns, some use of polychordal and non-tertian

combinations, and occasionalbrief, but effective employment of synthetic

scalar material. Besides the scales of the themes of the first movement,

just prior to measure 187; the ascending scale ending the cadenza,

measure 201, which has a 1-1-1-2-1-1-1-2 arrangement; and in the last

movement, the rising seconds in the theme at measure 15 are in the

2
P. Fontaine, Basic Formal Structures in Music (New York, 1967) p. 226.
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2-1-2-1-2-1 pattern.

Nhile the motivic technique of the concerto is based on classic
principles, the range of intensity, the melodic and harmonic flavor,
and the bravura piano part all contribute to the inherent "neo-romantic"
quality.

Regarding the preceding quoted musical examples:

Reprinted
from Piano Concerto
by Samuel Barber
by permis-
sion of G. Schirmer, Inc.

Copy-
righted 1962

Permission to reproduce this copyrighted material has been
granted by G. Schirmer, Inc. to the Educational Research
Information Center (ERIC) and to the organization operating
under contract with the Office of Education to reproduce
ERIC documents by means of microfiche or facsimile hard copy,
but this right is not conferred to any user of ERIC materials.
Reproduction by users of any copyrighted material contained in
documents disseminated through the ERIC system requires per-
mission of the copyright owner.
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APPENDIX C. LISTS OF MOVEMENTS BY FORMAL TYPES

SCNATA-ALLD3R0 DESIGNS

Writ. Remarks

Bartok First

Bartok First

Bartok Second

Bartok Third

Britten

Copland

von Einem

Haieff

Haieff

Hanson

Helm

Helm

Kabalevsky

Khachaturian

LaMontaine

Malipiero

Martinil

Martinll

Introductory motives important in rest of

movement.

Not a large thematic contrast.

III Not a large thematic contrast.

Modified exposition.

Modified restatements or returns common

IV

II

in Bartok.

Modified by abbreviated recapitulation.

Modified by omitting recapitulation.

"Quasi-return" rather than recapitulation

because of modifications.

Modified by: 1) New material in the

development; 2) Interlude between the

development and recapitulation; 3) Reversed -

order recapitulation.

II Analyzed as modified sonata-allegro or

as five-part rondo.

III

Sonatina: no development.

Modified by abbreviated return.

Includes a new motive in the development.

Sonatina: no development, and abbreviated

recapitulation.

Modified, since the return is changed; also,

there is a return of some of the development.

II Modified by abbreviated recapitulation.
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McPhee I Modified, since only the main theme returns

in the recapitulation. In the exposition,
there is a reversal of theme mood order from

the traditional.

Menotti I Modified by new material in the recapitulation.

Poulenc I Modified by: 1) New Material in the develop-

ment; 2) Abbreviated recapitulation.

Prokofiev First Sonata-allegro combined with a four-movement

plan in one movement.

Prokofiev Third I Modified sonatina; includes a brief middle
section, and a modified return.

Ravel I Has more of a middle section than a
development.

Ravel III Modified by a freer development and an

abbreviated return.

Shostakovich First I

Shostakovich Second I

Shostakovich Second III

Modified by an abbreviated recapitulation.



TERNARY DESIGNS

Concerto Mvmt. Remarks

Bartok First II

Bartok Second II Chorale - Presto - Chorale gives

. large contrast.

Bartok Third II

Britten II

Cháve I Large ternary

Gershwin I Large ternary

Gershwin III Large ternary

Ginastera II Quasi-arch design

Hanson II

Hanson /V

Kabalevsky II

Rhachaturian II

Khachaturian III

McPhee II

Poulenc II

Prokofiev Second

Prokofiev Fifth

Prokofiev Fifth IT

Rawsthorne I

Rawsthorne III

Shostakovich First I

Stravinsky Capriccio I

Stravinsky Capriccio II

Stravinsky Concerto II



CONCERTO

Barber

Ginastera

Harlem

Helm

Malipiero

Menotti

Prokofiev Second

Prokofiev Second

Ravel

Schoenberg

THREE-PART DESIGNS (not A B A Ternaz7)
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Myna,. Remarks

II

III
III
II

II

II

III

II
II

Monothematic

Monothematic

Monothematic



FIVE-PART RONDOS (ABICCA)

Concerto Mvmt. Remarks

Barber III

Bartok Third III

von Einem III

Haieff II Analyzed as five-part rondo or
as modified sonata-allegro.

Martina

Menotti

Schoenberg

III

III

IV Modified, as the second digression
is the recurrence of previous
ideas rather than new material.

Stravdnsky Capriccio III Modified by unity of key center.

Stravinsky Concerto III Rondo'form given as an alternate
possibility

SEVEN-PART RONDOS

3artok Second III ABA CADA

Ginastera IV ABABACA

Kabalevsky III Modified by a cyclic return which
replaces the final A theme.

Prokofiev Third III. ABA CDC 'IA

Rawsthorne II ABACADA
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THEME:AND VARIATION TECHNIQUE

Concerto Mvmt. Remarks

Britten III Seven variations on a theme; some
resemblance to a Passacaglia.

Ginastera I Cadenza e variante. Ten variations,
based on material from the cadenza .

Prokofiev Third II Theme, five variations, return theme.

Schoenberg I Theme and three variations, with
interrupting interludes.

Haieff

LaMontaine

A A B DESIGNS

III A Al B

II A AI B

TWO-PART OR BINARY DESIGNS .

ChAvez II

Copland

von Einem II

Prokofiev Fifth V

Gershwin

Shostakovich Eecond

A, Theme (1); B, Theme (2).

Quasi-binary; thematic materials
shared.

A, Themes (1), (2); B, Theme (3);
Coda.

First Part; Second Part; Tran-
sition; Coda.

FIVE PART BUT NOT RONDO

II Slow tempo, not rondo-like in mood.

II Five-part song form
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Concerto

UNIPARTITE DESIGN

MIrmt. Remarks

Prokofiev Fifth III

FREE SECTIONAL DESIGNS
(Not included in other classifications)

Britten I Related to sonata-allegro

Chavez III Toccata style; Possibly three part.

LaMontaine III Intro., A, B, Intro A, B, Coda.

Malipiero III First Section, Transition, Cadenza,
Recall of first section, Coda.

McPhee III A, 8, C, A & B, Coda.

Pijper One movement, with seven sections
grouped into three divisions.

Doulenc III Thematic potpourri, grouped into
A, B, C, Al, Coda.

Prokofiev Second IV Three large sections, but ambiguous
implications.

Prokofiev Fifth II First theme, second theme, first theme,
mid-section, combine themes, Coda.

Rawsthorne IV A, B, C, A, Cadenza, Coda.

Schoenberg III A, B, Al, Cyclic recall, B1, Codetta.

Shostakovich First III Quasi fantasia, connecting movements
II and IV.

Shostakovich First IV A, B, C, A, D, A, Cadenza, Coda.
(a modified rondo)

Stravinsky Concerto I Related to sonata-allegro, but modified
by the contrapuntal nature and unified
mood.

Stravinsky Concerto
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First and second sections; or possibly
rondo-related, grouped as: A, B, A',
C, A, Coda



Concerto

Barber

Bartok Second

CADENZAS AND USE

MVmt. Remarks

Concludes the development.

Occurs within the recapitulation,
between the main and second themes.

Britten I Occurs within a freer, sectional design,
before the final return of the main
material.

Britten

Copland

von Einem

.IV Concludes the development.

II Contained within the development of
a modified sonata-allegro design.

Concludes the development..

Ginastera I Opens the first movement, preceding
variations; includes orchestral
accompaniment.

Helm II Occurs as the second part of a monothe .
matic, three-part slow middle movement,
cyclic returns from I are included in
cadenza.

Helm III Concludes the development.

Kabalevsky I Concludes the development.

Khachaturian I Follows the recapitulation.

La MOntaine I Follows the recapitulation.

La Montaine III Connects tAe Intro, to the first main
section; labeled "Quasi-cadenza".

MartinU III Occurs between the fourth and fifth
sections of a five-part rondo design.

Menotti I Follows the recapitulation.

Prokofiev First Occurs between the subordinate and
closing themes in the recapitulation,
within a one-movement plan,

Prokofiev Second I Occurs as the return of section A of
a ternary design.
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(Continued)

Prokofiev Second

Ravel

Rawsthorne

Schoenberg

Shostakovich First

Shostakovich Second

Stravinsky Capriccio

Stravinsky Concerto.

Stravinsky Concerto

IV

II

II

55

Follows second section and proceeds
into third section of a freer,
sectional design.

In the recapitulation occurs as the
embellished return of the third theme.

Precedes the coda, after anABCA
form.

Occurs as the second of four sections
in the slow movement.

Precedes the coaa, following a freer,
modified rondo form.

Concludes the development.

Occurs as the concluding element of the
Andante movement, following an A B A
form.

Precedes the coda, following a large,
three-section design.

There are two cadenzas, which are
interruptions between the sections
of the A B A design.



Concerto

Bartok S6dond

Britten

Copland

Gershwin

Haieff

Helm

Kabalevsky

Khachaturtan

La Mbntaine

Malipiero

Martin4

McPhee

Prokofiev Fifth

Schoenberg

Stravinsky Concerto

CYCLICISM

Remarks

Use of motives from I

Waltz from II used in
I used in II and IV;
in IV.

Recall from I in II.

III; Chordal motive of
Main theme from I used

Themes from I and II appear in III.

Motive from I in III.

Themes from I in II; First theme from I in III.

Return of subordinate theme of I in III.

Return of material from I in III.

Material of final movement derived from opening
first movement.

The cadenza of the third movement contains a
return of ideas from I and II.

Return of main theme of I in III.

Return of material from II in III.

Themes from I in III; Theme from III in V.

Themes from I and III return in IV.

Theme of opening Largo returns in I/I.
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CONCERTOS WITH OTHER THAN THREE MOVEMENTS

Concerto Remarks

Britten I Toccata, II Waltz, III Impromptu, IV March.

Copland

Ginastera

Hanson

Pijper

Prokofiev First

Prokofiev Second

Prokofiev Fifth

Rawsthorne

Schoenberg

Shostakovich First

Shorter first movement prepares for longer,
main second movement.

I Cadenza e variante, II Scherzo allucinante,
III Adagissimo, IV Toccata concertata.

I Allegro deciso, II Scherzo, III Andante molto
espressivo, IV Finale.

One movement, with seven sections. Sections
two, four, and part of six are for piano only.

One movement, combining elements of sonata-
allegro form and four-movement plan.

I Andantino, II Scherzo, III Intermezzo,
17 Allegro tempestoso.

I Allegro, II Moderato, III Allgro, IV Larghetto,
V Vivo.

I Allegro piacevole, II Allegro molto, III Adagio,
IV Allegro.

Scored as one movement, but divided into Andante,
Molto allegro, Adagio, Giocoso.

Four movements, with III being a short fantasia
between II and IV.
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